Introduction
Any approach to the cultural representation of Alzheimer's must appreciate the way in which "The emergence of Alzheimer's disease (AD) in epidemic proportions toward the end of the twentieth century is the product of biomedical discourse; it is an attribution that signifies the biomedicalisation of dementia in the elderly" (Burke, "The Country, " 63) . In the introduction to Thinking about Dementia (2006) , Lawrence Cohen warns of the political, cultural, and economic shifts that have prompted an "aging public" to consume "Alzheimer's narratives as a form of dependency anxiety"; he also signals the dangers of uncritically accepting the medical model of disability related to Alzheimer's and reminds us of the need to go beyond the discourse of disease to understand the broader cultural significance of "the stigma of physical and economic frailty" (7). These are crucial guidelines for any discussion of Alzheimer's, and the latter is more broadly relevant to disability studies approaches in general.
The scope of this article, however-its focus on the relation between artistic form and content in a specific movie from the Iberian peninsula-makes it necessary to pinpoint one way in which Arrugas (2011) speaks to these larger concerns. The value of Ignacio Ferreras's animated feature film is precisely that it dramatizes the subjective experience of dementia-unavoidably from the creative point of view of the graphic novelist (Roca) reinterpreted into the medium of cinema. This focus on experienced subjectivity must be understood itself as a significant departure from the medical model of Alzheimer's, and the film's implicit contextualization of Alzheimer's within the larger issues faced by aging populations is a similar encouragement to think more broadly about the sociocultural and economic connections between aging in general and
In addition, this article is intended as a contribution to the existing work on disability in Spain within the interdisciplinary field of Hispanic cultural studies.4
Contextualizing Arrugas within Spanish Disability Studies
The representation of intellectual disabilities has enjoyed a special place in the landscape of recent Spanish cinema.5 As I evidence in Disability Studies and Spanish Culture: Films, Novels, the Comic and the Public Exhibition (2013) , films such as Yo, también (2009) , León y Olvido (2004) , María y yo (2010), ¿Qué tienes debajo del sombrero? (2006) , and Más allá del espejo (2007) have brought the representation of Down syndrome, autism, and alexia/agnosia into the cinematic spotlight. It is important to note that, within the scholarly context of Hispanic cultural studies, the portrayal of physical disabilities has often overshadowed that of cognitive disabilities on the silver screen. For that matter, Matthew Marr's monograph The Politics of Age and Disability in Contemporary Spanish Film (2013) has looked previously at the question of old age in films such as Justino, un asesino de la tercera edad (1994) and Elsa y Fred (2004) , and while dementia is not specifically highlighted, the scholar is correct to note that "Agedness […] is a relative construct like childhood or adolescence" (69). With the recent release of further films focusing on dementia-such as Bicicleta, cullera, poma (2010), Las voces de la memoria (2011), and Bucarest: la memòria perduda (2007)-the topic deserves even greater scholarly attention than it has received in the past.
The success of Arrugas might be attributed to demographic shifts that underpin the increasing numbers of people living with a diagnosis of dementiaone report indicates that the total number of people living with AD in Spain will rise to 1.5 million by 2050 (Medina 1689) . But here, however-remembering the warning given by Lawrence Cohen above against consuming Alzheimer's narrative as a form of dependency anxiety-we must tread carefully and approach any such explanation with a degree of caution. My reading of Arrugas-focusing specifically on its cultural representation of subjectivitiesthus steers away from discussion of the large-scale discourse of Alzheimer's 4. It is also a contribution to work on the globalization of disability studies. See special issues of JLCDS guest-edited by Clare Barker and Stuart Murray (4.3, 2010) and Sharon L. Snyder and David T. Mitchell (4.2, 2010) . 5. On the recent attempt to move disability studies beyond the confines of Anglo-American contexts see the journal issues guest-edited by Barker and Murray, and Snyder and Mitchell. within Spain at the same time that it acknowledges the existence of a complex web of material, sociopolitical, cultural, and economic issues associated with aging in general and Alzheimer's in particular.
The present article thus proposes to look at the subjective experience of senescence and Alzheimer's disease specifically in the film from a perspective that is just as attentive to artistic form as it is to the content of disability represented on screen.6 The use, here, of the term 'artistic form' is intentional, as this is a move toward being inclusive of both cinematic form and also that of the artistic genre which has motivated and arguably persists in the animated film feature: the visual medium of comics art or sequential art. It is the 2008 award-winning graphic novel by Paco Roca that has inspired the 2011 film by director Ignacio Ferreras. Because the film is itself animated, it is clear that some degree of this graphic representational form finds its way into the director's own cinematic product-although readers should note that this connection in itself, and the more complex matter of adaptation, is not the subject of the present study.
Senescence, Disability Studies, Dependence
The filmic analysis of Arrugas that follows draws from a theoretical frame that has contextualized senescence within a disability studies perspective. The theorists who have best articulated this linkage between aging and disability are Licia Carlson and Eva Feder Kittay. It is clear that disability studies theorists have, in general, worked to draw attention to the way in which disability is a socially constructed and culturally negotiated category. Yet Kittay and Carlson's focus on issues of cognitive ability, specifically, seeks to establish a wide philosophical framework within which to view dependency as the basis for the human experience rather than a lack of normal functioning (see also Sedgwick 23) . In a sense they address a more deeply rooted misperception than have some disability studies scholars: the individualist ideology that in effect allows for the discourse of disability, and other colonizing discourses, to operate and become to a certain degree naturalized or automatic within society.
This pervasive social discourse that frames dependency, and with it disability, as a deviation from the norm is supported by what Kittay, Jennings, and 6. Consider, too, the historical weight of the perspective acknowledged by Gubrium: "The factual status of Alzheimer's as a distinct disease entity separate from the varied experiences of normal aging is not obvious" (3, 9 ; see also the links between senility and dementia foregrounded in Cohen 1) .
Wasunna call "the myth of the independent, unembodied subject-not born, not developing, not ill, not disabled, and never growing old" (445). In truth, we are all dependent, or interdependent. In critiquing the above myth Kittay cites Marx, who acknowledged that we are "a species being" (445), and she asks, "Who in any complex society is not dependent on others, for the production of our food, for our mobility, for a multitude of tasks that make it possible for each of us to function in our work and daily living?" ("When Caring," 570; see also Kittay, Love's Labor) . Though we might pretend otherwise, all human beings are "inevitably dependent" in certain ways throughout the course of our lives (Kittay, Jennings, and Wasunna 443) . For her part, Carlson draws attention to the prejudicial perspective of cognitive ableism, itself a socially constructed and culturally negotiated discourse: "a prejudice or attitude of bias in favor of the interests of individuals who possess certain cognitive abilities (or the potential for them) against those who are believed not to actually or potentially possess them" ("Cognitive Ableism," 140; see also Carlson, The Faces) . From this perspective, elderly populations with Alzheimer's disease or other forms of cognitive disability are not marginal groups but rather communities that express the fragile and interdependent nature of the human experience in the widest sense. The opportunity is to see elderly dementia as one point where the discourses of aging and disability converge.
The volume Cognitive Disability and Its Challenge to Moral Philosophy (2010), co-edited by Carlson and Kittay, features a number of chapters whose title includes the word dementia and more, still, that are relevant to the questions raised by AD as a category of disability that arises with old age (see also Carlson and Kittay, "Introduction") . Hilda Lindemann emphasizes the role of family members in what she calls "identity maintenance" (Lindemann 163) : "Because strangers cannot well provide this kind of care, I argue that family members have a special responsibility to hold on to the person's identity for her" (162). In Arrugas it is the absence of stories, of family narratives, that is most apparentgiven the absence of family members within the film's emplotment-although Emilio's new friend and roommate in the transitional care facility, Miguel, becomes a kind of substitute for a traditional notion of family. In addition, as Lindemann notes, "It's not only other people who hold us in our identities. Familiar places and things, beloved objects, pets, cherished rituals, one's own bed or favorite shirt, can and do help us to maintain our sense of self" (163). While the spaces that would have been familiar to Emilio prior to joining the facility do not figure into the plot, the film replicates this distinction between familiar and unfamiliar spaces in a spatial contrast internal to the building. While the first floor provides a newly familiar living space for Emilio, the second floor-to which residents transition as they require more constant care toward end-of-life-is a space that in context thus represents the loss of newly acquired home, the loss of newly familiar things.
Jennings raises similar concerns about how individual identities are in truth not as individual as they may seem. Instead, our identities are always necessarily sustained by a social group. Jennings calls for a special conception that I am calling memorial personhood; "memorial" because it falls to others to sustain continuity of the demented self over time by recalling the self that has been when the individual cannot do that alone. But then, who among us can really do that alone? (Jennings 171, 176) Key to Jennings's approach is the concept of re-minding:
Reminding is changing the environment and the external support system that surrounds the person so that different abilities do not become the absence of abilities. Reminding, as the play on words suggests, is remembering who one is, most fundamentally-as a relational human subject, person, agent-a maker and a[n] interpreter of meaning. (173; see also Kitwood ch. 4 on reminiscence work and maintaining personhood)
Jennings also stresses the importance of what he calls hedonic or satisfaction conceptions (see also Kitwood 120 on the importance of play). In Arrugas these conceptions are actually embodied by Emilio's friend, Miguel, who seeks to bring satisfaction and pleasure into Emilio's daily life: "These accounts identify quality of life with states of awareness, consciousness, or experience of the individual. Happiness or pleasure, however those terms are precisely to be defined, are the sine qua non of quality of life" (Jennings 177) .7 Miguel seeks out and provides adventure for Emilio on a daily basis, includingat the extreme-an unauthorized trip in a car that ends in disaster and injuries (106:20-111:09). Generally speaking, this hedonic approach, rooted in satisfaction and of a necessarily social nature, is not yet the palliative care that might be carried out on the second floor of the facility. Opposed to a hedonic understanding of care that is linked to social satisfaction, palliative care is a practice rooted in comfort with necessarily social dimensions, but that is more passive by comparison. As the chapters by Lindemann and Jennings imply, and as Arrugas dramatizes, even when the chronic or acute care necessitated by dementia is absent, senescence in itself is at best still a journey into infirmity that renders new and continuing forms of dependency more visible than they might have previously been.
7. Jennings's discussion (171-73) is particularly pertinent here. See also Nelson. The way Alzheimer's affects the brain in elderly adults leads to drastic changes in one's memory and perception of the world around them:
People with ADRD lose the ability to comprehend the chronological time systems that orient so much of global culture that it is nearly impossible for them to function without someone who can translate that world for them. Severe short-term memory loss can bring disorientation and paranoia: Who is this person coming into my room? What is this room? Gradually, the forgetting of details grows into the loss of concepts. One does not just forget where one put the keys. One cannot comprehend the meaning of a key. (Basting, "God, " 79)8 In Arrugas, Emilio's fading sense of self and his accompanying lack of familiarity with the people and things around him bring up a variety of concerns. Viewers can see, in his experience as dramatized on screen, the marginalization and self-estrangement of senescence in general as explored by Marr. They stand as witnesses to a social attempt to sustain his personhood that squares with what is discussed by Lindemann and Jennings. And also evident is the expressive presentation of the disorientation and conceptual loss indicated in the quotation above by Basting. Broadly considered, all three of these aspects of the film are faithful reproductions of the content of the original graphic novel. Just as in the graphic novel-even if there are differences that cannot be explored here for reasons of space-what is most important is the way in which these losses are unified in a visual presentation of AD. This presentation translates Emilio's experience into visual forms of communication that viewers will well comprehend as metaphors for non-visual human experiences connected with aging.
The Semi-Subjective Shot in Arrugas
There are many intriguing visual elements to Arrugas: it is motivated by the visual style of a graphic novel, a style that is maintained in the cinematic version; as a film in its own right it employs the visual formal properties unique to cinema; and of course it is, in part, about the visibility of aging. The name of the artistic work itself is not a mere metaphor but also a visual metonym for senescence. Wrinkles are the most visible sign of old age. They are a coarse surface that in truth exists only as an accompaniment of the aging process. As such the film's title emphasizes the physical consequences of aging, 8. Basting's intriguing article discusses a creative storytelling project carried out in multiple locations beginning in 1998 with Alzheimer's disease and related dementia (ADRD) patients (78). a material process whose deteriorative effects-evidenced in another form in Alzheimer's disease-begin to take their toll, too, on the brain, and through it, the mind. An analysis of the film's first scene establishes the close connection between the use of visual filmic techniques and the visual and perceptual disorientation experienced by Emilio they attempt to emphasize for viewers. The representative nature of the scene makes it important to explore in depth, before jumping forward to a brief selection of other scenes that might be seen as semi-subjective sequences throughout the film.
From the first scene, Arrugas foregrounds the way consciousness is affected by physical changes to the brain rooted in the progression of Alzheimer's. We see a straight-on mid-shot of a middle-aged Emilio, seated at a desk in the bank where he works, head tilted down and reviewing the loan papers of a couple who sits opposite him. Then there is a cut to another mid-shot of the middle-aged couple, taken from an identical distance as the first shot. Notably, we do not see Emilio look up from the papers, a fact which is reinforced by the couple, who stare obliquely at each other as if to surreptitiously comment on the lack of attention they are receiving from the bank employee. There is a disconnection between the people assembled here, one whose explanation seemingly lies in the power imbalance that would exist between the likely loan officer and the couple before him. This disconnection is evident in the film form of the sequence: the static shot of each party reinforces the solemnity and tension inherent in the business interaction, and the cut-as if evoking the orderly and yet disorienting cinematic style of Yasujiro Ozu-breaks the axis of action. Each side of the desk is portrayed using an identical framing and distance, such that the camera in this case implies neither a third-party observer nor a point-of-view shot, strictly speaking. The eerie symmetricalities of framing and camera distance in the incommensurable shots of each party undercut the possibility that the second is a point-of-view shot-as does the fact that Emilio does not look up from the papers until after the reverse-shot that focuses the viewer's attention back on him again. In the end, this cannot be his point of view, but instead an objective and counter-positional framing that emphasizes the disconnection between both parties through the use of a cut and its accompanying cinematic form.
The nature of this disconnection between the two parties in this first scene is much more nuanced than it would first appear. Apparently lacking any strongly shared human bonds, the couple and the loan officer seem to merely be present in the same space. But in truth, the space they share is not that of a bank office but that of a bedroom in a private residence. The bonds that tie them together are indeed familial. As we soon realize, the scene we have been seeing corresponds to Emilio's subjective mental world and not to the reality that the couple have been perceiving: we initially see the world from a point of view that is simultaneously his and not solely his own. In the couple's reality, which for our purposes we might call objective, Emilio is not middle-aged, but in fact elderly and being cared for at the house of his son. In a sense, as viewers who share in Emilio's imagined bank-office scene, we take part in a semi-subjective shot that draws its strength from the film's formal properties. It must be pointed out, however, that this is not a completely subjective shot-as is revealed over time in the process described in the next paragraph. Nor is this the more classically cinematic semi-subjective shot so praised by Pier Paolo Pasolini, for example, which communicated subjectivity through sympathetic camera movement despite its apparent third-party and thus objective viewpoint. Instead, here, the subjective experience of a space and a time that is perceived by Emilio but not shared socially is communicated through the magic of cinematic animation. This animation repaints the objective scenario in which Emilio's body is physically located through the logic of a memory that no longer fully grasps the present. But it is important to recognize that this repainting is not total-there are elements of objective reality that are incorporated into Emilio's vision.
As signaled above, the way in which the film sequence transitions from one space and time to another-from a semi-subjective cinematic sequence to an objective cinematic sequence-is full of formal nuance. The semi-subjectivity is revealed only through and over time. At first we appear to be in the world that ends up being identified as a partial product of Emilio's subjectivity, but even here there are elements of the objective world-not only the existence and positioning of the couple facing the loan officer, but also their clothing and appearance, which remain unchanged once the transition to objective space and time has unfolded. Both before and after the cinematic transition, Emilio's son wears the same red sweater and white undershirt, and his son's wife the same earth-toned blouse and jacket. On the other hand, Emilio's own suit and tie are replaced by a bed-gown. The fact that his (animated) costuming is the only one to change accentuates the notion that this is his journey alonevisually manifesting the emotional shock and disorientation Emilio must feel transitioning from the space and time he routinely imagines back to the space and time of the immediate present from which he is progressively distanced. The dialogue throughout this first scene similarly pertains to objective space and time, and props, camera, and editing contribute to a sudden erosion of the semi-subjective reality that has coincided with Emilio's sense of things. Emilio's consciousness provides a self-estranged image of himself that corresponds to an earlier time, and the mise en scène supports this self-image in a way reminiscent of German Expressionist cinema's correspondence between internal emotional experience and external staging-until, that is, the fiction gives way and both self-image and mise en scène are revealed to be the product of a memorialized selfhood whose connection with the present has been severed.
Particularly effective, in this regard, is the game of cinematic presence and absence marvelously presented through the scene's formal filmic properties. This game speaks immediately to the experience of dementia as recapitulated in the sequence's shifting use of off-screen space. As Emilio's son edges around the sides of the desk (which, objectively speaking, is Emilio's bed, not his desk) to address him at a closer distance, subsequent cuts reveal the sudden presence of first a spoon and then a bowl of soup, silverware and pills in place of the loan papers we first saw as viewers sympathetic to Emilio's subjective experience. Most apparent, at the borders of the frame, minor zooms in and out precipitate a shift toward objective reality and manifest visually Emilio's progressive disorientation. The sudden appearance of objects not present to Emilio's temporarily demented consciousness dramatize the inverse of the loss described earlier by Basting-the shock of sudden appearance at the beginning of the film will of course be replaced by the disappearance that tends to characterize dementia toward the end of the Arrugas-most concretely the misplacement of Emilio's wallet and watch. If this process of drawing Emilio back to the immediate present is a social enactment of the "reminding" that Jennings writes about, here it is experienced neither as comforting nor as reassuring by Emilio and his family. Instead, there is a certain violence to this transition toward lucidity, to this abrupt reorientation-a violence that is soon manifested in the frustration Emilio expresses by throwing his soup bowl and bed-table tray to the floor.
In retrospect, viewers of this first sequence must acknowledge that the couple's earlier surreptitious glance was not a comment on the lack of attention they received from a loan officer, but a glance of concern that Emilio was not properly oriented to his immediate time and space. A final punctuating close-up captures the fragmentation and broken pieces of the soup bowl on the floor-surely a visual metaphor for the progressive fragmentation of Emilio's mind due to Alzheimer's disease. The slow dissolve that transitions from the third-party view of Emilio in bed and the middle-aged couple standing up facing him gives another dimension to this metaphor by simultaneously superimposing the long-shot of the family's bedside scene over the close-up of broken bowl fragments and food bits on the floor. The implication is that both Emilio's mind and his familial bonds will be pushed passed the breaking point. This entire scene and its culminating image dramatizes what Tom Kitwood has called "dementia as a form of bereavement": here, Emilio has "to face two kinds of loss simultaneously -the loss of mental powers, and the loss of a familiar way of life" (29).
The strategy of the semi-subjective representation of the internal realities of other individual characters who have Alzheimer's is repeated during the film, giving visual representation to established tenets of dementia care that for decades have validated the unique subjectivities of each person with dementia (see . While outside of art, "It is impossible, however, to enter fully into the experiential frame of another person, simply because each person is unique" (Kitwood 71) , in its own way the film version of Arrugas stages that possibility for us-it is a prompt for our empathetic identification with the subjective experience of dementia.9 For instance, when Emilio and Miguel go to visit an elderly woman in her room at the transitional care facility, we see the interaction from her point of view, but as before, with aspects of the objective world persisting (24:54-26:29) . In her mind-and on our screen-she is now a young woman, sitting at a train window that in truth corresponds to the window in her room and smoking an imaginary cigarette. The mise en scène, including her own costuming, reflects both the opulence of the travel experience and the upper-class identity with which she has long identified.
What is interesting here, in comparison with the initial scene of the film discussed above, is that-entering her room and thus her imagined sceneEmilio and Miguel suddenly appear to us dressed in the blue uniforms of train employees. This particular semi-subjective sequence is thus a bit further along the objective-subjective spectrum than the first sequence of Arrugas: the change in Emilio's and Miguel's clothing, here-as opposed to the continuity of the clothing worn by Emilio's son and daughter in-law, before-visually represents the advanced stage of the woman's AD-related dementia through the rich textures of a mind that has detached itself even further from its immediate present than had Emilio's mind. Approximately half-way through the sequence (25:37), a punctuating cut returns us from the rich colors of the semi-subjective train experience to the drab interior of the transitional care facility as we watch the rest of the scene play out from the objective perspective of Emilio and Miguel. The message is that this is Emilio's future-and notably his own awareness of this fact coincides with ours as viewers.
9. Kitwood mentions seven access routes through which "we can gain insight into the subjective world of dementia" (73-79). Arrugas, I argue here-which is based on some of the above given the author's own experiences with people with dementia-would constitute an eighth route (or perhaps a modified route 6), in that there is a value to approaching dementia through the poetic imagination of another (see also Burke, "The Poetry").
While other invocations of the semi-subjective-and one sequence in particular that is best seen as a subjective flashback-appear in the film,10 a return to the imagined space of the train-car described in the previous paragraph is of particular importance. At 1:18:58 there occurs a captivating semi-subjective shot in what is technically the penultimate sequence of the film but that is in truth its most powerful image.11 An elderly woman whose arm is in a sling enters the room of the woman sitting by her window: both are now younger versions of themselves. As if in a shared semi-subjective shot taking place on the train referenced earlier, the woman seated at the train window and the woman in the doorway, still with a sling, share a brief conversation with the affluent seated passenger asking her visitor a question: The metaphor here of life as a train journey is certainly not lost on viewers. Conventional editing cuts back and forth between the two speakers, portraying them both in mid-shot, and remaining faithful to the axis of action. Read against the more disconcerting editing that characterized the first scene of the film described above, this sequence's conventional editing proves reassuring for viewers as if evoking the reassurance each party of the conversation finds in the other's company. As a way of making sense of the unusual semi-subjective character of this sequence, it might be first assumed by viewers that the woman in the sling is intentionally adapting to the world of the seated train traveler so that they do not each have to remain alone. What is interesting is the camerawork that follows the brief discussion. With the previous shot taken from inside the train-car itself and occupying a third-party objective positioning despite the semi-subjective mise en scène of train travel, a cut sees the camera displaced to a position outside the moving train window, still capturing the interior scene and moving along with it at an identical speed.
10. The sequence in question concerns the flashback of an elderly man whose wife is also living in the transitional care facility (1:01:00-1:04:10). Another semi-subjective shot occurs when yet another elderly lady living in the transitional care facility shoots aliens that plague her demented imagination with a water gun given to her by Miguel (116:53). 11. After this scene, we see a final scene dramatizing Emilio's increasing dementia at the side of Miguel in the cafeteria, after which the following words are projected on the screen as if making clear that this is the final image of the film: "Dedicada a todos, ancianos de hoy, ancianos de mañana" [Dedicated to all of us, the elderly of today, the elderly of tomorrow].
But the camera abruptly becomes stationary, panning to capture the train's subsequent travel to the right of the screen over a bridge in a beautiful outdoor mountain passage. The metaphor of the train as representing journey of life becomes visually concrete, and the screen fades to white, as if sympathizing with the steam cloud from the passing engine that travels out of the right edge of the image's frame.
As this scene makes clear-and as similarly does the cloud imagery that begins and ends the film (a single cloud that fades away, 1:20:13), even reappearing during the interim-clouds are meant to evoke the transitory nature of the human mind. This is not merely the mind of the person with Alzheimer's, instead it is the human mind in the widest possible sense. As regards senescence in general and Alzheimer's disease-related dementia in particular, Arrugas pushes viewers to acknowledge the necessary existence of a shared human life trajectory just as a collective social framework. We are each dependent on each other: in our daily lives, in our youth, and in our old age. The film makes clear that-able-bodied, able-minded, or disabled-in the end it is this social framework and this interdependency that gives our lives meaning.
The semi-subjective shot-to the extent that it is inclusive of multiple points of view, whether of different characters or of both subjective and objective data-foregrounds the social framework within which the individual consciousness takes shape. Adapted from the formal strategies that take shape in another visual form in the original graphic novel of Arrugas, it is a formal strategy of cinematic representation that directly represents through artistic choices the notion that we are all interdependent on one another. To the extent that viewers are able to link the semi-subjective formal strategies used in the film with the fusion of multiple points of view-and thus with a notion of an interdependent shared collectivity-it is an implicit and artistic denunciation of the individualist ideology that feeds our dependency anxiety. 
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